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accord with his fantasy or compositional demands.6 

Such may be the case with this somewhat fancifully 
conceived goblet. 

Kalf s paintings were meant for an elite audience, 
one that not only took pride in the mercantile pros
perity of the Dutch republic, but had also shared in 
the wealth. His works from the Amsterdam period 
do not contain Dutch cheeses, breads, hams, and 
pies, but rather items that had been imported from 
the far reaches of the world—Venetian glass, orien
tal carpets, agate-handled knives, Seville oranges, 
and, above all, Chinese porcelain.7 He then placed 
these exotic objects against a dark, contrasting back
ground that would allow him to illuminate their 
forms with accents of light. 

To judge from paintings such as this, Kalf s pri
mary intent must have been to create an arrangement 
of elegant and luxurious objects that could be en
joyed for its aesthetic appeal. As opposed to earlier 
Haarlem still-life painters, he seems to have had 
little interest in instilling moralizing messages into 
his works. Confirmation of his attitude can be gained 
from the writings of Gerard de Lairesse (1614-1711), 
an important Amsterdam painter and theorist who 
knew Kalf personally and who admired his work.8 

De Lairesse writes that paintings of the type Kalf 
executed, which include "expensive items, such as 
gold, silver, crystal and other glasses, pearls, rare 
stones and pearl necklaces," are commonly called 
"Vanitassen" or vanitas paintings.9 Nevertheless, ac
cording to De Lairesse, Kalf did not include objects 
in his paintings for a specific meaning or moralizing 
message. Indeed, he decided which objects to paint 
somewhat according to whim and without any pre
conceived program.10 While the rarity and fragility 
of the objects he included in his paintings might call 
to mind questions of transience associated with van
itas issues, these were merely by-products of his 
work, not the driving force behind it. 

Notes 
1. L i m i t e d p igment analysis is available i n the Scientif ic 

Research Depar tment (12 Oc tobe r 1983). 
2. G r i s e b a c h 1974, 258, no. 102, suggests that the Still 

Life migh t be identified as the B o h m pa in t ing auctioned on 4 
December 1865 (Alexandre Posony i , V i e n n a , no. 1682). T h e 
pa in t ing i n this sale, however, may have been another compo
s i t ion , for it is described i n the auct ion catalogue as having 
four pomegranates, "vier spanische Granatapfel ." 

3. S u c h carpets were, and st i l l are, often used by the 
D u t c h as covers for tables. In the seventeenth century, they 
were p robab ly on ly to be found i n the homes o f the weal thy 
because o f their h igh cost. T h e y were impor ted to the 
Nether lands f rom Persia and India by the D u t c h East India 
C o m p a n y . Because this par t icular carpet is o n l y par t ia l ly 
v is ib le , and because it is possible that the artist has taken 

some license in its design, its count ry o f o r ig in is diff icult to 

determine. O n e carpet expert, M r . Chester E l l i s o f K i n g s t o n , 

N e w York , has indicated that he believes it is an Indian carpet 

(conversation w i t h M r . E l l i s , September 1980). Fo r a fuller 

discussion o f carpets in D u t c h art, see Y d e m a 1988, 15-28; 
and especially Y d e m a 1991. 

4. Gr i s ebach 1974, 114-115, 258, cat. 102, uses this 

pa in t ing as the characteristic example o f this type of compos i 

t ion . H e expressly compares the pa in t ing to four other works : 

three paintings dated 1659, his cat. nos. 95-97; and an u n 

dated pa in t ing in the Det ro i t Institute o f A r t s , his cat. no. 

100. T h e composi t ional and styl is t ic characteristics o f this 

w o r k are so s imi lar to those o f other K a l f paintings f rom the 

early 1660s that I cannot agree w i t h C laus G r i m m ' s assess

ment that the pa in t ing is the w o r k o f Jur r iaen van Streeck 

(1622-1683). See G r i m m 1988, 223, repro. 

5. Ka l f , w h o seems to have abandoned pa in t ing as a 

profession to be an art dealer around 1680, may we l l have 

collected W a n - L i porcelain , for he depicted many exquisite 

pieces in his paintings. T h e b o w l i n this pa in t ing is k n o w n as 

a clapmuts i n the Nether lands . See V o l k e r 1954, repro. 4. 
6. Polak 1976, 121; Segal , i n Delf t 1988, 195, discusses 

K a l f s artistic license i n reference to other paintings. 

7. Porcelain made i n C h i n a d u r i n g the reign o f W a n L i 

(1573-1619) was h igh ly valued i n the Nether lands . M o s t o f it 

was brought by ships belonging to the D u t c h East India 

C o m p a n y , w h i c h had been founded on 20 M a r c h 1602. T h e 

real craze for Chinese porcelain occurred after the capture o f 

Portuguese ships ca r ry ing a large cargo of W a n - L i porcelain 

i n M a r c h 1603. W h e n the cargo, consis t ing o f over one 

hundred thousand pieces o f porcela in , was sold i n A m s t e r 

dam on 15 A u g u s t 1604, buyers came from all over Western 

Europe . See Vo lke r 1954, 22; and L e Corbe i l l e r 1974, 1 -4 . 
8. In a document o f 1672 K a l f appeared as a witness 

before a notary i n A m s t e r d a m along w i t h a number o f other 

artists, i nc lud ing G e r a r d de Lairesse. T h e case concerned the 

evaluation o f Italian paintings. See Gr i s ebach 1974, 193, doc. 

20. H o w we l l D e Lairesse and K a l f were acquainted is not 

k n o w n , but to judge f rom D e Lairesse's laudatory comments 

about K a l f i n his treatise on pa in t ing , one w o u l d assume that 

a fr iendship existed. See D e Lairesse 1740, 266-267. " f * e 

vermaarde Kalf die veel heerlyke en u i tmuntende voorbeel-

den daar van heeft nagelaaten, heeft i n deze zeer ui tgemunt , 

en boven alien den hoogsten lof verdiend." 

9. D e Lairesse 1740, 266. " H e t is die welke i n allerhande 

kostelykheden bestaat, als goud , zilver, kristalle en andere 

glazen, paerlen, edelgesteentens en paerlemoer, gemeenlyk 

Vanitassen genaamd." 

10. D e Lairesse 1740, 268: 

H o e w e l w y hier voor gezegt hebben, dat de vermaarde 
Kalf in de Stil levens boven anderen heeft u i tgemunt , heeft 
hy nochtans, zo m i n als zyne voorgangers en navolgers, 
reden van zyne verbeeldingen weeten te geeven, waarom 
hy di t o f dat vertoonde: maar slechts het geen hem i n den 
z in schoot (als een porcelyne pot o f schaal, een goude 
bokaal , een fluit o f roemer met w y n , en daar in een ci t -
roenschil hangende, een horologie, paerlemoere hoorn op 
een goude o f zilvere voet, een zilvere schaal o f bord met 
persikken, o f wel opengesnedene chinaasappelen o f ci t -
roenen, een tapyt, en diergelyke gewoonlyke dingen) ver-
beeld, zonder eens zyne gedachten te hebben laaten gaan 
o m iets van belang voort te brengen daar een byzondere 
z i n in stak, o f t geen ergens op toegepast kon worden . 
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After Willem Kalf 

1974.109.1 (2676) 

Still Life with Nautilus Cup 

1665/'670 
O i l on canvas, 68.2 x 58 (26/8 x 2 2lVu^) 
G i f t o f Rober t H . and Cla r i ce S m i t h 

Inscriptions 
A t lower left on edge of table (probably by another hand): 

W.Kalf 

Technical Notes: T h e support , a medium-weight , t ight ly 
and p la in-woven fabric, is composed of i r regular ly spun 
threads and was or ig ina l ly stretched off-square. It has been 
l ined w i t h the tacking margins t r i m m e d , al though cusp ing 
present along al l edges suggests that the or ig inal d imensions 
have been retained. 

Paint is appl ied over a smooth , th in beige g round in th in 
f luid layers, w i t h th inned l i q u i d washes and ful l -bodied 
pastes employed to simulate surface texture. Smoo th surfaces 
were rendered w i t h highl ights blended wet into wet, wh i l e a 
finger was used to texture the orange peel. D a r k passages 
such as the background are moderately abraded, par t icular ly 
the darker design elements o f the rug and sugar b o w l . M i n o r 
losses are scattered at r andom. T h e signature at the lower left 
crosses over d r y i n g crackle but not the age cracks. It was 
added after the paint had d r i ed , presumably by another 
hand. N o conservation has been carr ied out since acquis i t ion. 

Provenance: Poss ib ly G . L . M . van E s , Wassenaar. 1 P roba
b ly C o l o n e l Towers . (Leonard Koetser, London) ; ( E d w a r d 
Speelman, L o n d o n , in 1946); (Pieter de Boer, A m s t e r d a m , 
probably in 1950). M r . W. Reineke, Amers foor t , 1958-1968; 
(Pieter de Boer, A m s t e r d a m , and N e w h o u s e , London) ; sold 
by (Newhouse , L o n d o n ) 21 January 1969 to M r . and M r s . 
Rober t H . S m i t h , Washington . 

Exhibited: 1948 Exhibition of Dutch and Flemish Masters, 

Eugene Slatter Ga l l e ry , L o n d o n , 1948, no. 13. 2 Zomerten-

toonstelling 1950, Pieter de Boer Ga l l e ry , A m s t e r d a m , 1950. 
Kunstbezit rondom Laren, Singer M u s e u m , L a r e n , 1958, no. 
106. Nederlandse stillevens uit de zeventiende eeuw, Dordrechts 
M u s e u m , 1962, no. 65. 

K A L F ' S R E N O W N as an artist was such that he was 
eulogized in verse during his own lifetime by Jan 
Vos and Joost van den Vondel and written about 
enthusiastically in the early eighteenth century by 
Gerard de Lairesse and Arnold Houbraken. Al
though these sources provide some insight into the 
character of his art, they say nothing about his work
shop practice. Likewise, no mention is made of stu
dents, although some artists, particularly Jurriaen 
van Streeck (c. 1622-1683), come so close to him in 
style and composition that it seems improbable that 
they did not spend some time in his studio.4 The 
issue is of some consequence because two or three 
versions of certain of Kalfs compositions do exist. 
While later imitations may also have been made, it 
would have been consistent with seventeenth-cen
tury workshop practice for studio assistants, 
perhaps with the aid of the master, to make replicas 
of the master's most successful compositions. Even 
without documentary evidence to confirm the exis
tence of a Kalf workshop, these replicas suggest that 
he worked with various assistants, particularly dur
ing his Amsterdam years.5 

Despite exhibiting all the characteristics of a Kalf 
composition, Still Life with Nautilus Cup must be one 
of these replicas.6 The differences in handling be
tween this work and an authentic work by the master 
are clear in a comparison with the National Gallery's 
Still Life (1943.7.8), where many of the same objects 
appear (figs. 1 and 2). The most obvious difference 
between the two is in the depiction of the lemon 
rind. In Kalfs own hand the rind has a three-dimen
sional presence as it twists and turns in space. Its 
edges are carefully wrought to show both the irregu
lar cut of the knife and the thickness of the skin. 
Finally, the rough texture of the skin has been re
created with sure touches of the brush. The illu-
sionism is so complete that the paint seems to take on 
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